Introduction
1. Subsequent readers have followed Strachey's lead in ignoring Freud's mention of fetishism in Civilization and Its Discontents, even while exploring in detail the evolution of Freud's religious thought and his continuity with earlier Enlightenment thinkers such as Hegel and Marx. See, for example, Philp, Rieff, and Gay. I have found no contemporary study of sexual fetishism that references this passage from Civilization and Its Discontents.
Sadism as a perversion takes its name from the writings of the Marquis de Sade, while masochism is a term coined by Krafft-Ebing in
Psychopathia Sexualis (1885) with reference to the novels of Leopold von Sacher-Masoch. Gilles Deleuze describes in detail the literary "pornology" of sadism and masochism in his celebrated study, Masochism: Coldness and Cruelty, originally written as a foreword to Sacher-Masoch's Venus in Furs. I discuss Deleuze's theory in detail in chapters 5 and 6. 3. Freud returned to the topic of fetishism again in An Outline of Psychoanalysis (1940) , portraying it as a "particularly favourable subject" (203) for analyzing the splitting of the ego. Freud also discussed female clothing fetishism in an address to the Vienna Psychoanalytic Society in 1909. This address remained unpublished during Freud's lifetime but has since become a source of debate among some feminist critics since it contradicts the general psychoanalytic assumption that women do not fetishize. I return to this address in chapter 3. 4. This revisionist approach to Freud's theory of fetishism can be read as part of a broader effort, in recent years, to assess the importance of contradiction in psychoanalytic theory. Tim Dean describes the emphasis on contradiction and textuality in Freud as attributable to the influence of, among others, Derrida, Lacan, Jean Laplanche, and Leo Bersani. According to Dean, these writers teach us to read the contradictions in Freud's theories as constitutive of the psychic processes they attempt to describe: "it now seems less plausible to regard Freud's inconsistencies as evidence of sloppy thinking than as signs of difficulties inherent in mental life as such" (10).
5. The phrase "incredulity toward metanarratives" is Lyotard's (xxiv), but it is picked up in one form or another in virtually every account of postmodernism and postmodernity. See, for example, Harvey 51-52 and DeKoven 8-9, 15. DeKoven writes, "Master narratives or metanarratives of modernity are rejected or at least problematized in postmodernity, most notably those of objective science, determinate reason, technological progress, human progress, attainable psychicsocial utopia, and such key intellectual metanarratives of modernity, dependent on surface/depth structures, as Marxism and Freudianism" (15) . There are, of course, other ways of understanding postmodernism, though as DeKoven points out, debates about classification have largely faded from critical currency now that postmodernity has become so established as to appear culturally "invisible" (9). Two prominent alternative models are those of Habermas and Jameson. In fundamental disagreement with Lyotard from the start, Habermas views postmodernism as a neoconservative break with, and repudiation of, the modernist movement and its claims to an Enlightenment philosophical, scientific, and artistic heritage (12). Habermas attempts to defend the "project of modernity" from postmodern advances; but in this, according to Jameson, he displays his own postmodern nostalgia for a lost past. Jameson portrays postmodernism and all of its attendant features (a historical "waning of affect," a collapse of distinctions between high and low culture, a privileging of space over time, and a nostalgic recycling of previous aesthetic forms and movements) as expressive of the cultural dominant of late or multinational capitalism (xi-xiii). 6. In Hutcheon's view, historiographic metafiction does not merely challenge the distinction between history and fiction; rather, it sets out to portray history as a human construct, and to assess the impact of history's constructedness on its status as an explanatory metanarrative (Poetics 16). 7. Some texts in the period dramatize in highly sophisticated ways the conventional Freudian logic of fetishism. Short stories appear to be a particularly apt venue for representing fetishistic disavowal. My personal favorites are Gloria Naylor's "Kiswana Browne" in The Women of Brewster Place (1980) , Ann Beattie's "Janus" in Where You'll Find Me and Other Stories (1986) , A. M. Homes's "A Real Doll" in The Safety of Objects (1990) , and Jhumpa Lahiri's "Sexy" in her Pulitzer Prizewinning collection Interpreter of Maladies (1999). Lahiri's story, in particular, reads like an homage to Freud's 1927 essay and its emphasis on psychic disavowal, presenting fetishism as a strategy through which a young woman negotiates her divided attitude about a deteriorating relationship. Miranda, surprised to find herself in love with a married man, decides to embrace the role of mistress and purchases a cocktail dress which she fantasizes about wearing on an evening out with her lover, Dev. The secrecy required by their relationship makes it impossible for her to wear the dress, however, and it is relegated to a hanger in her closet. The turning point of the story occurs in a scene that strongly recalls Freud's narrative of fetish formation. After agreeing to babysit the precocious seven-year-old son of one of her co-workers, a boy whose parents have recently split up over an extramarital affair, Miranda is forced to endure the child's invasive exploration of every corner of her apartment. When he discovers the dress on the floor of her closet, he asks Miranda to put it on, explaining: "my mother always takes her clothes off in front of me" (106). Miranda refuses to undress in front of the boy but, on a whim, decides to put on the dress, reflecting that she will never wear it otherwise. When the child admires her in the same language as her lover-"you're sexy"-Miranda breaks down crying, and the story ends with her decision to leave Dev.
A Parallax History of Fetish Theory

Freud introduces his 1927 essay by commenting on the satisfaction afforded by the fetish:
In the last few years I have had an opportunity of studying analytically a number of men whose object-choice was dominated by a fetish. There is no need to expect that these people came to analysis on account of their fetish. For though no doubt a fetish is recognized by its adherents as an abnormality, it is seldom felt by them as the symptom of an ailment accompanied by suffering. Usually they are quite satisfied with it, or even praise the way in which it eases their erotic life. As a rule, therefore, the fetish made its appearance in analysis as a subsidiary finding. (152) 2. Freud uses the term "oceanic feeling" in the first chapter of Civilization and Its Discontents to describe both religious feeling and the earliest, "primary ego-feeling" of bondedness with the mother and the external world, of which our mature sense of ego is but a "shrunken residue" (68). 3. At the time of Lacan and Granoff's essay (1956 ), Lacan's use of the term objet a still largely conforms to his early theorizing about the object-like nature of the ego as a site of Imaginary investments-a concept that extends all the way back to his discussion of the mirror stage from the 1930s. The turn toward thinking of objet petit a in the sense most often used in contemporary Lacanian theory-as the "object cause of desire," the object that stands in for the loss of the Thing-occurs a few years later, in Seminar VII of 1959 -1960 Krips, who argues convincingly that the fetish is a "special instance of objet a, one for which repression is breached to the extent that the subject more or less clearly recognizes the real source of his pleasure, and thus enters an economy of disavowal" (9). 4. Lacan's understanding of sublimation thus differs substantially from that of Freud. Freud describes sublimation almost exclusively as the creative or artistic transformation of a preexisting sexual drive; but Lacan presents sublimation as a more complex problem that collapses the distinction between Eros and the death drive. The problem of sublimation, according to Lacan, is that even if we acknowledge artistic production as the transformation of an unacceptable sexual urge-a longing for union with the mother, for example-we are always confronted with the relationship between the signifier and something fundamentally unrepresentable, since union with the mother denotes a deathly return to the state of the Real, or a refinding of the Thing, prior to the advent of individuation, subjectivity, and language. As Lacan puts it in Seminar VII: "The fact is man fashions this signifier and introduces it into the world-in other words, we need to know what he does when he fashions it in the image of the Thing, whereas the Thing is characterized by the fact that it is impossible for us to imagine it. The problem of sublimation is located on this level" (125). Another way of putting this is that, for Lacan, sublimation inevitably introduces something sublime-a point to which I will return at the end of the chapter, in my discussion of Žižek's "sublime object of ideology." For a more detailed account of how language facilitates sublimation and the "drift" of the drive in Lacan, see Johnston 203-11. Lacan returns to the shiny nose case study in "The Instance of the Letter in the Unconscious" 434, where he reads it as support for his claim that the unconscious is structured like a language. 5. Paul Verhaeghe provides a succinct account of the difference between Lacan's notions of phallic pleasure and jouissance as they relate to Freud's theory of the drives:
Freud's discovery of a Beyond of the Pleasure Principle ended with an opposition between Eros and Thanatos [. . .] . Eros is supposed to pursue coupling, association, and mergers in ever-larger unities-just think of the ego's main function: synthesis. At the other end, Thanatos pursues disconnection, disintegration, and destruction. These almost philosophical concepts are made operational by Lacan. Phallic enjoyment, with the pleasure principle, operates by means of the signifier (Freud would have said "bound" energy, or the secondary process) and provides us with an always limited and thus safe enjoyment; safe, that is, for the subject. The other enjoyment beyond the pleasure principle lies beyond the signifier (Freud: "free" energy, primary process) and amounts to an unlimited enjoyment of the body at the subject's expense. (92) 6. For a detailed reading of the movement of deferred action in Freud's essay-one that introduces a number of terms and explanatory devices not present in the original essay-see Whitney Davis, "HomoVision: A Reading of Freud's Fetishism" (1992) . 7. For Žižek ideology, like any symbolic system, necessarily conceals a gap or missing link in the causal chain leading up to it. This gap is detectable in the fantasy narrative which a system mobilizes in order to justify and preserve itself. In psychoanalysis, which provides the paradigmatic example of the fantasy structure, the missing link is the subject itself, which appears as a disembodied gaze or form able to witness its own conception. As Žižek writes, "the 'object' of the fantasy is not the fantasy-scene itself, its content (the parental coitus, for example), but the impossible gaze witnessing it" (For They Know 197). Likewise, in ideology, the function of the fantasy-scene or narrative is to conceal the fact that the ideological structure always presupposes itself in a logical vicious circle. 8. As Belsey points out, Žižek's theory of the sublime object of ideology, which he defines as an object that takes the place of the Thing, is in fact a rewriting of Lacan's theory of sublimation, defined in Seminar VII as follows: "the most general formula that I can give you of sublimation is the following: it raises an object [. . .] to the dignity of the Thing" (Lacan, Ethics 112 97-98. 13 . Similarly, Jacobson argues that, in the United States, the emergence of a Caucasian race backed by a scientific taxonomy in the 1920s served to dissolve earlier racial distinctions among various white ethnic groups faced with a migrating African American population. This "becoming-Caucasian" not only naturalized the notion of a white race, it also paradoxically deracinated it, fostering the illusion that race was a characteristic only of the nonwhite "other." These arguments can be taken as support for Musclewhite's historical characterization of white racial identity and its structural centrality for establishing other forms of racial difference, particularly in American culture. 14. Civilization and Its Discontents provides several examples of Freud's anti-Americanism: "The present cultural state of America would give us a good opportunity for studying the damage to civilization which is thus to be feared. But I shall avoid the temptation of entering upon a critique of American civilization; I do not wish to give an impression of wanting myself to employ American methods" (116). 15. In Mumbo Jumbo, shortly after describing LaBas's thwarted effort to meet with Freud, the narrator mentions that LaBas was saved from persecution by Atonist authorities through an endorsement from Irene Castle, "a woman whose personal fetish was that of dressing as a nun" (46). In Reckless Eyeballing, perhaps Reed's most controversial novel, an important subplot focuses on a masked marauder, the Flower Phantom, who terrorizes prominent feminists by cutting off their hair. Although the Phantom portrays his crimes as politically motivated, media experts reject his political explanation, insisting that he is nothing more than a sexual deviant and "hair fetishist" (50, 72, 116)-a designation that angers the small group of black male writers sympathetic to the Phantom's cause. Eventually one of these sympathizers, the novel's protagonist, Ian Ball, turns out to be the Phantom but remains unaware of his alter-identity because, as the reader learns at the end of the novel, he was hexed before birth by a powerful Voodoo sorceress: "she told everybody that she'd put a hex on the child and that he would be born a two-head, of two minds, the one not knowing what the other was up to" (146). In this novel the conjure tradition confirms rather than challenges the conventional psychoanalytic theory of fetishism: two-headedness becomes a figure for the splitting of the ego that characterizes sexual fetishists like Freud's coupeur de nattes. In her famous condemnation of the novel's misogyny, Michelle Wallace captures the extent to which, in Reckless Eyeballing, previously subversive aspects of Reed's NeoHooDoo aesthetic collapse into reactionary hostility toward women: "Here the Neo-Hoodooist falls back on a reassuring Neo-Freudian geometry. The castrated female is so much an inevitability of this narrative that a man must occupy that space if a woman won't" (187). 16. In After Whiteness: Unmaking an American Majority, Hill argues that American cultural fantasies of a "post-white" or "post-ethnic" social reality serve to mask, among other things, the statistical reality of a clear white/nonwhite divide with regard to income. In Hill's view, contemporary identity politics, particularly when they forecast a coming "white minority," undermine the gains made during the civil rights movement in the United States (35).
3 Queering Lesbian Fetishism in Pynchon's V. the fact that one of them, Chapter 3, was published (with some differences) as a short story called "Under the Rose" two years before the novel's publication. 6. "V. in Love" has garnered substantial critical attention, not all of it favorable, especially from feminist critics. Mary Allen argues that the violent, sexually symbolic death of Mélanie at the end of "V. in Love" is evidence of Pynchon's strong indictment of lesbianism (45). Alice Jardine describes V. as a "mother-fetish [. . .] not meant to be found, but only deconstructed into her component parts, never adding up to a whole" (252). Catherine Stimpson, who acknowledges the presence of female fetishism in V., argues that it is more sinister than the male variety because "Pynchon assigns women that normative task of acting out and symbolizing natural fertility" (37-38). According to Hanjo Berressem, "V. in Love" is a nightmarish dramatization of Baudrillard's history of the body, whereby the semiotic progress of the fetish's "staged castration" is revealed in the reduction of the woman to a mannequin, or a pure signified of sexuality (58). Alec McHoul and David Wills, by contrast, reject a teleological reading of "V. in Love," relying on a Derridean understanding of the fetish as a deconstruction of natural origins, "a supplement, both replacing and adding to" (182). By their reading, the discourse on fetishism in "V. in Love" precludes any attempt to pinpoint V. as a stable term in a male/ female binary. In keeping with her argument that white male postmodernists address fetishism in order to challenge modernist aesthetic ideals, Wendy Steiner argues that the fate of Mélanie dramatizes the replacement of the missing penis in Freudian theory with a deathly artistic one (472 I am saying that it is in order to be the phallus-that is, the signifier of the Other's desire-that a woman rejects an essential part of femininity, namely, all its attributes, in the masquerade. It is for what she is not that she expects to be desired as well as loved. But she finds the signifier of her own desire in the body of the person to whom her demand for love is addressed. It should not be forgotten, of course, that the organ that is endowed with this signifying function takes on the value of a fetish thereby.
("Signification" 583) 9. The suggestion that Benny is the direct audience for "V. in Love" comes at the end of the previous chapter:
"So what year is it." "It is 1913," said Stencil. "Why not," said Profane. (392) Arguably, Benny has an ongoing influence on Stencil's historical thinking about V. The fact that the V.-personas manifest more prostheses the later they appear in Stencil's chronology is in keeping with Benny's theory about the usurpation of the animate world by the inanimate. 10. According to Molly Hite, the chapter's Balzacian tone of narrative detachment, combined with its Parisian setting, are intended to suggest a too-literal translation of a French narrative (60). Robert Holton calls "V. in Love" the "least overtly political of the historical chapters" (336 Mélanie and her mother emphasized throughout the chapter, challenges Itague's reading of Mélanie's fetishism as a "gift" from her father, placing it more in line with de Lauretis's reading of lesbian fetishism. De Lauretis argues that lesbian fetishism is grounded in the lesbian subject's rejection by her mother. The "mannish" lesbian interprets her rejection as a failure to live up to her mother's desire that she should possess an ideally female body-one better capable of signifying in the field of heterosexual desire. This fantasmatic female body, in turn, becomes the prototype of the lesbian fetish, which represents the absence of, and wish for, a "lost" female body-ego (250). 17. Apter and Moorjani, in Goes to Haiti (1978) , is also governed by the theme of "identity" which animates her first period of work. 4. Acker died of cancer in 1997. Eurydice in the Underworld was unfinished at the time of her death but has subsequently been published by Arcadia Books. Although several critics have established the importance of Acker's mythical project to an understanding of her late novels, none have addressed the extent to which Pussy, in itself, marks a significant transformation in Acker's citational strategies for realizing her pirate myth. Daniel Punday argues that Acker's mythical writing style employs the tattoo as part of Acker's long-running effort to "reclaim representation from language's dependence on distinct objects" (para. 15). Kathryn Hume reads the failure of Acker's efforts to describe a nonoedipal society as evidence of her continued dependence on a unifying, fundamentally humanist central voice (502-503). And Svetlana Mintcheva reads Acker's mythic pirates as "romantic heroes of a Deleuzian postmodernity celebrating the nomad" (54). Common to these readings is their tendency to locate the significance of Acker's mythical project in the changes it effects, or fails to effect, in Acker's writing practices. 5. Acker describes this body-building model elsewhere:
What you do, when you body-build, is work to failure. You put a frame around specific muscle-groups and work each group to failure. Actually I want to work past failure, which is negative work. And I think you're doing exactly the same thing with the text. 6. Annette Schlichter also argues that "Acker's and Butler's writings complement each other and form a counter-discourse on sexuality" (para. 18). Schlichter's essay fills a crucial gap in Acker scholarship by attending to the specific ways in which her work critiques discourses on sexuality and gender through its representation of "dissident heterosexuality." Through a persuasive reading of Don Quixote, Schlichter also situates Acker's work in the context of recent theories of S/M as a form of "counter-pleasure." 7. Acker's essay cites the version of Butler's "Bodies that Matter" that appears in Engaging with Irigaray (cited hereafter), which is published after but is textually identical to Chapter One of Butler's Bodies That Matter, also entitled "Bodies that Matter." For clarity's sake, all of my own references to "Bodies that Matter" point directly to arguments elaborated in Butler's essay/chapter, and my page numbers correspond to Butler's book. When I refer to Bodies that Matter, I mean to address Butler's book as a whole and/or arguments not confined to the first chapter, with which I believe Acker is also acquainted at the time of writing "Seeing Gender." 8. Butler's deconstruction of the sex/gender distinction, at one time crucial to feminism, is well-known and makes up one of the key arguments of Gender Trouble. 9. Though I believe that Acker's strategic reversal of Butler is deliberate, the tripartite word play which I use to describe it is my own. Acker uses the words "sight" and "site" throughout "Seeing Gender" but does not explicitly play on the two terms. The word "cite" does not appear in her text despite her numerous citations of Irigaray, Butler, Plato, and Lewis Carroll. 10. Specifically, "Seeing Gender" is followed in the Critical Quarterly issue by the section of Pussy entitled "Pirate Island," in which the various pirate girls take up their combined quest to found a pirate society. 11. Acker mentions the dream as an alternate model for her language of the body at the end of "Seeing Gender" (84), and the dream serves as a structuring principle for many of Acker's novels, some of which include hand-drawn dream diagrams (see My Mother 194, Blood and Guts 46-51). 12. For Deleuzian readings of Acker's work, see Harper, Dix, Redding, and Mintcheva. 13 . The problem of representing the lesbian phallus is articulated at several points in Butler's essay, most notably in the opening lines:
After such a promising title, I knew that I could not possibly offer a satisfying essay; but perhaps the promise of the phallus is always dissatisfying in some way. I would like, then, to acknowledge that failure from the start and to work that failure for its uses and to suggest that something more interesting than satisfying the phallic ideal may come of the analysis that I propose. (57) 14. Fear of lobotomy binds together Acker's entire oeuvre and finds vivid expression in her first novel: "I'm forced to enter the worst of my childhood nightmares, the world of lobotomy: the person or people I depend on will stick their fingers into my brain, take away my brain, my driving will-power, I'll have nothing left, I won't be able to manage for myself" (Childlike 53). In subsequent novels, lobotomy becomes synonymous with social conditioning, particularly the substitution of arbitrary rules for any possibility of free, independent expression: "No way given in this society in which to live. Nothing taught. Rules that is lobotomies taught" (My Death 295). In this regard Acker's work supports the argument advanced by Cixous in "Castration and Decapitation": "If man operates under the threat of castration, if masculinity is culturally ordered by the castration complex, it might be said that the backlash, the return, on women of this castration anxiety is its displacement as decapitation, execution, of woman, as the loss of her head" (43). 15. Meyers summarizes this view of Butler's work in the introduction to her book, Gender in the Mirror: "[T]races of a baffling, cavalier triumphalism are detectable in Judith Butler's poststructuralist feminism. According to Butler, gender identity is a pesky phantasm that we can dispatch without too much trouble-say by delighting in the 'deviant' gender performances of drag queens" (4).
Domesticating Fantasy: S/M Fetishism, Suburban Fiction, and
Coover's SPANKING THE MAID 1. By using the letters S/M I intend to denote, here and throughout this chapter, that complex of images and theoretical problems surrounding so-called sadomasochistic practices in their spectacular variety, as opposed to the clinical and literary versions of sadism and masochism, the distinctions between which I shall address shortly. 2. David Bramwell's Fetish, an index to numerous varieties and conventions of S/M play, defines the "safe word" as follows: "The safe word should be agreed beforehand, and be a word or phrase which can't be misconstrued. In role-play, 'no' can sometimes mean 'yes,' so it's best to choose a word that has no bearing on your play" (53). This text is much better than most glossy, photography-heavy books of its kind, and even begins with a brief history of the evolution of fetishism as a concept.
In fact Freud distinguishes three types of masochism in his 1924
essay. "Moral masochism," the third form, is defined by its escape from the sphere of sexuality as commonly understood, taking the form of a pleasure in pain stemming from the relationship between a sadistic super-ego and a masochistic ego.
4. Deleuze's attack on the supposed complementarity of sadism and masochism also extends to pre-Freudian sources-most notably KrafftEbing's Psychopathia Sexualis (1885). Krafft-Ebing, who coined the term "masochism" from the work of Masoch, was also explicit about the relationship between sadism and masochism:
The perfect counterpart of masochism is sadism. While in the former there is a desire to suffer and be subjected to violence, in the latter the wish is to inflict pain and use violence. The parallelism is perfect. All the acts and situations used by the sadist in the active role become the object of the desire of the masochist in the passive role [. . .] . Another pre-Freudian source alluded to by Deleuze is Havelock Ellis's Studies in the Psychology of Sex (1903) , which describes sadism and masochism as "complementary emotional states" (33). Deleuze blames psychoanalysis for helping make these pre-Freudian ideas "more convincing instead of questioning their reality" (114). 5. In The Freudian Body, Leo Bersani also reads S/M as a prominent form of mimetic sexuality whose function is to divert interest away from the dislocations of an inherently mobile masochistic desire, encouraging instead a "fixation on anecdotal violence" (70). For an alternative reading of Freud's impact on the popularizing and domestication of S/M, see Siegel, who argues that the ready acceptance of Freud's ironic relegation of "feminine masochism" to men in early twentieth-century England was a result of anxiety over the rise of feminism in the Victorian period, and its threat to male social and marital dominance ). 6. Even among those who recognize the subversive potential of S/M practices, there is a considerable range of opinion regarding their capacity to disrupt entrenched structures of identity and social power. Mariana Valverde and Kaja Silverman are more circumspect than McClintock in their acknowledgment of the subversive aspects of S/M. Valverde concedes that, in principle, S/M forms might have politically disruptive potential, but in practice they threaten to reinscribe rather than challenge existing power relationships: "It may be possible to use these forms in order to defuse or undermine their social meaning, but one would have to be constantly struggling to prevent oneself from sinking comfortably into the 'usual' dynamics of power and the 'normal' meanings of the roles and images being used" (175). According to Kaja Silverman, only male masochism demonstrates any subversive edge since it challenges the social hierarchy of masculine dominance; sadism, by contrast, remains complicit with the dominant social codes in all of its fantastic and theoretical varieties (186-87 When he was a boy of fourteen, the whipping he received at the hands of his aunt transformed her into "the most desirable woman on God's earth" (93) and fixed the fur-lined jacket she wore at the time into a symbol of ideal female cruelty. Despite his professed abandonment to "suprasensual" proclivities, Severin's masochistic fantasies remain firmly rooted in an explanatory narrative of origins. 8. In the process, both novels challenge the rationalistic rhetoric of consent emphasized by Deleuze and other philosophers of S/M-a fact that, perhaps ironically, has made Coover's novel a favourite among fans of S/M fiction. Daphne Merkin's autobiographical New Yorker sketch, "Unlikely Obsession" (1996) highlights the irony of her lifelong desire to be spanked given her pride in considering herself an "intellectually weighty, morally upright" woman (99). She cites Spanking the Maid as her favorite piece of S/M literature specifically because it cuts through the idea that one is psychologically capable of simply consenting to be spanked. 9. In Coover's view, Freud, like Durkheim and Levi-Strauss, "created a new way of putting things together" (Gado 156 Universal Baseball Association, and The Public Burning) presents urban living as representative of "pattern-keeping," against which Coover's "pattern-breaking" characters struggle in their effort to achieve imaginative freedom and to form receptive, flexible communities (194). In The Universal Baseball Association, for example, Henry is a contemporary Bartleby trapped in the deadening professional life of an accountant, and his imaginary baseball association is an attempt to create a new "American scene"-a community of shared interests and vitality which he cannot find in his urban life. But his growing absorption in this imagined world, and his seeming disappearance within it at the end of the novel, suggest that such a community no longer exists outside of fantasy. Similarly, L. L. Lee, referring to Coover's short fiction, portrays Coover as "almost Wordsworthian" in his repeated insistence on "the value of the natural as opposed to the urban" (66). Yet as Lee points out, the "natural" in Coover's fiction is almost always presented from a dreamer's point of view that is, itself, entirely colonized by received culture in the form of fairy tales, film, and television. As a result, despite
Coover's insistence that city life is constrictive and deadening, his fiction offers no place but dream as a retreat from civilization, and even there we are never allowed to forget that freedom is "surrounded by civilization and so controlled" (Lee 65) . It is in this "no-space" between the urban and the natural that, I argue, Coover's suburbia is located. 17. As scholars of suburban fiction make clear, the genre did not actually originate in the post-1945 period, though that period is the one in which most of the genre's defining conventions, as well as its widespread popularity, emerged. Likewise, the idea that the United States embodies, or can embody, a "classless" society has a longer history than that associated with the suburbs. For an account of that history and its relationship to post-World War II American fiction more generally, see the Introduction to Andrew Hoberek's The Twilight of the Middle Class. 18. As Beuka points out, Frank Perry's 1968 film version of Cheever's "The Swimmer," starring Burt Lancaster, borrows from "The Country Husband" the subplot of the fallen suburban husband in love with his babysitter. Where Cheever's "The Swimmer" is deliberately vague about the reason for the financial downfall of its central character, Neddy Merrill, Perry's film clearly depicts Neddy as a victim of his wife's conspicuous consumption and presents his former babysitter, Julianne Hooper, as a last possible antidote to his disillusion ment and despair (101-104). Perhaps the most celebrated treatment of this narrative pattern in recent years is Sam Mendes's 1998 film American Beauty, in which suburban husband Lester Burnham, stifled by a wife who has come to regard her home, flowerbeds, and four thousand dollar-sofa as "more important than life," turns to fantasizing about his daughter's high school friend, Angela Hayes. American Beauty is particularly interesting because it presents itself as a postmodern parody of the fantasy of domestic familiarity until the final moments of the film, at which point, in a dramatic reversal of expectations, Lester (played by Kevin Spacey) is actually rejuvenated by an erotic encounter with Angela. When Angela, who has self-consciously embraced the role of a teen-aged sex object for Lester throughout the film, finally admits that she is a virgin, Lester, in the midst of undressing her, stops and invites her to tell him all about her relationship with his estranged daughter. In the ensuing conversation, Lester achieves his dream of domestic familiarity through a renewed understanding of himself and his family: "I'm great" he marvels, epiphanic, before being shot to death by his neighbor. 19. A similar commentary emerges from Gerald's Party which, though narrated from the sole perspective of Gerald, a middle-class husband, is equally dream-like in its presentation of a suburban party featuring acts of spanking and voyeurism, several murders, and a police investigation carried out by a French inspector who combines Poe's ingenious Dupin with Peter Sellers' bumbling Clouseau. As Gerald reveals to the reader early on, the entire party has been organized with the hope that he will be able to seduce Alison, a young woman he has recently met at the theater. Though Alison is not a teen-ager and is in fact married, she is a teen-ager in Gerald's mind, and every fleeting contact with her triggers memories of his youth: "A warm flush of nostalgia swept over me as, like a boy again with bra hooks, I fumbled with her buckles" (32); "my hands burrowing up under the whispering charmeuse skirt, childhood memories of camping trips, midnight hikes, forest dew" (152); "my hands between Alison's legs-that nostalgic flush of country memories: campouts, bike hikes, an all-night picnic back in college [. . .] there even seemed to be a fragrance of apples in the air" (154). Meanwhile, Gerald's wife, never named throughout the novel, evokes The Stepford Wives in her devotion to her duties as a hostess, cheerfully donning a new apron every hour as she is soiled in outrageous ways through her efforts to provide food and refreshment to her guests. Even learning that someone has been murdered in her home does not ruffle her robotlike composure: "Well," she sighed, "it's probably for the best" (271-72). Yet although Gerald regards his wife's domesticity as a "crushing" influence, the novel ends not with the forecasted seduction of Alison (who leaves the party hurt and angry at Gerald's neglect), but with a graphic sexual encounter between Gerald and his wife in the TV room. With a pornographic videocassette playing on the television, every aspect of his wife's character-her compulsive tidiness, her complacence, even her apron-suddenly fuel Gerald's desire for her. Coover's ironic revaluation of the figure of the housewife is not confined to his suburban fiction. One could read The Public Burning (1977) and its sympathetic characterization of Ethel Rosenberg, heavily informed by her prison letters and diaries, as a similar commentary. As Hapke observes, "With crushing irony, Ethel Rosenberg [. . .] was the only prominent Communist woman of the 1950s to narrate, through her prison letters, the housewife rebellion story" (270). Coover's later novel John's Wife (1996) also explores the way in which American community depends on the idea of a central, but insubstantial, domestic woman. 20. The Munby/Cullwick relationship has been the subject of much recent scholarship owing, in part, to the late publication of their diaries. Munby bequeathed the diaries to Trinity College with the provision that they not be opened until 1950. Still wi' the wish and determination to be independent by working in service and without the slightest hope of being raised in rank either in place, or by being married-and so at last after all these twenty years by God's help and Massa's true heart and fervent love to me [. (240) . My reading of Hawkes takes part in this spirit of simultaneous backward-and forward-looking. 3. Each of the novels in this trilogy focuses on a male narrator's attempt to lend artistic order to the relationship between himself and his wife, and to their sexual affairs with others. Particularly interesting and disturbing about these extended monologues is the detachment with which each narrator relates the events of his story, substituting for emotional response an obsessive concern for aesthetic symmetry.
In The Blood Oranges, for example, Cyril, who describes himself as a "sex-aesthetician" (21), relates the story of a doomed sexual relationship between himself, his wife Fiona, and another married couple, Hugh and Catherine. Though on the surface a novel about what was referred to at the time of its writing as "wife-swapping," Cyril's effort to create aesthetic coherence and beauty is more than just an effort to lend order to past events. The almost delusional symbolic associations he establishes between events and objects play a key role in the breakdown of his marriage and in the death of his male rival, Hugh. Cyril's final observation, at the end of the novel, that "[e]verything coheres, moves forward" (271) places death and insanity reassuringly within the grip of a broader narrative order, while questioning the authority and reliability of the narrator who creates that order. Travesty pushes to the furthest extreme this concept of an unreliable, obsessive narrator attempting to create aesthetic "beauty" through a fusion of sex and death. 4. O'Donnell writes that "Hawkes's tendency is constantly to assault the reader, to demand that he take the fictional journey" (2). Leslie Marx argues that Papa's speech is ultimately addressed to "the reader as captive spectator" (91). Unsworth defines Hawkes's postmodernist aesthetic as the practical desire to shape his fiction in accordance with contemporary critical theory-a desire that reflects Hawkes's employment within the academy. But according to Baxter and Tobin, it is the psychoanalytic reader, in particular, who is targeted and frustrated by the novel's form. For Baxter, Papa's words ultimately cannot be interpreted because the text is a "grotesque parody of the psychological novel, complete with tricked-out motivation, case history, and readeranalyst" (884). According to Tobin, the "ideal reader" of any Hawkes novel is a psychoanalytic critic, but Hawkes's novels, and especially Travesty, seduce the reader away from critical detachment toward a "voyeuristic involvement with the text" (286-87).
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